Printing aside, there is much to praise about Thomas Dale's book. Although it is based on a dissertation, it is written as a proper book, in which the results of an enormous amount of labor are reduced to concise, well-formulated chapters that work cumulatively and sequentially to persuade the reader of the thesis. Detailed accounts of each image are placed in an appended "Iconographic Catalogue" to avoid encumbering the text. The text is only as long as it needs to be to make the argument, which is a delightful difference from the logorrheic tendencies of dissertations. The argument itself is carefully constructed in perfect consonance with the evidence gleaned by research. Those of us who were brought up to think that the power of images lies somewhere in the capacities of their creators might be left with some nostalgia for "the Master," who is tacitly demoted to the rank and file of an egalitarian "workshop" in which anyone might be assigned the "mode" that makes the Passion images so effective. In fact, we might resist the demotion, continue to insist that these paintings are somehow superior to the others in the crypt, and persist in our desire to know why. But this is hardly the author's fault, and it does not diminish the achievement of an admirable, useful, and readable book. In the opening essay, which gives the book its title, Dane surveys the contradictions of various early-modern accounts of Chaucer's tomb, seeing the contrasts between the inscriptions' illegibility and the critical certainty of their readings as emblematic of a larger disjunction in Chaucerianism between material remains and interpretive endeavors. Subsequent chapters examine the attribution of the preface in Thynne's 1532 Workes to Brian Tuke, the typography of early Chaucer editions in relation to Continental printing habits, and the attribution of the Testament of Love to Thomas Usk, particularly with respect to saved some cost, but the lack of professional equipment shows up as murky brown, especially in the images of the Deposition. Readers who want to know why its painter is so famous will have to consult reproductions in other publications, like Electa's Pittura in Italia.
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